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ABSTRACT

“I turn to light, the giver of all presences: by will; by law. You can say the light, the giver of all
presences, is the maker of a material, and the material was made to cast a shadow, and the shadow
belongs to the light.” (Vassella 26)
This body of work is strongly influenced by the light and shadow writings of Louis Kahn. The work
explores the way that forms constructed of float glass and steel influence light and shadow and by
extension, the surrounding space. The forms of these sculptures are inspired by buildings and architectural
philosophies that I find personally relevant and significant. The aesthetics and philosophies behind these
architectural projects and movements are interpreted in a minimalist way, resulting in sculpture that
explores form, space, and light.
The work draws heavily from the aesthetics of Constructivism, an important movement in both art and
architecture that led to the Deconstructivist and Minimalist modern movements. The use of float glass and
steel, industrial materials associated with both modern Minimalist architecture and Constructivism feeds
into the conceptual content of the work at a material level.
A series of “blue prints” accompanies the sculptures, acting as a guide to understanding the importance of
light and shadow to the work. This mirrors the intent of architectural blueprints, which are tools for the
contractor to understand how to build a structure.

II

PROPOSAL
Form, space, and light are major components in the vocabulary of architecture. They are
embodied in the work and philosophy of a number of contemporary and past architects. Through the
study of these architects and, their projects and philosophies, I intend to explore the relationship between
art and architecture through the utilization of these components in sculpture. Although the primary
material for these investigations will be glass, the incorporation of other materials and techniques will
also be explored.
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DISCUSSION of SOURCES and RESEARCH

My research draws upon my passion for architecture. Having previously received a Bachelor of Science
in Architectural Engineering and spent six years working in an architecture firm, I have developed an
intimate understanding of and interest in architecture. My initial consideration of local and therefore
accessible pieces of architecture yielded very few works that were personally resonant. My examination
of personally meaningful architectural spaces was therefore through the analysis of pictures and
architectural drawings.
The architecture and writings of the architect Louis Kahn have been a seminal influence on this body of
work. Louis Kahn’s Salk Institute in La Jolla, California, has always resonated with me on a deeper level
than much of the architecture that I look at within my research. My interest in the Salk Institute is
focused on the shadows created by the building forms, especially in the exterior loggia or corridors.
When the sunlight interacts with the thin concrete walls and metal railings, it creates an interesting play of
shadow and light.
Although Kahn’s writings have much to say about many aspects of architecture, I am primarily interested
in his writings about space and light. In his talk at the conclusion of the Otterlo Congress in 1959, Kahn
says “Speaking about spaces, I said that architecture was the thoughtful making of spaces.” (Twombly
47) While considering my previous work in architecture and glass, I asked myself what exactly I was
interested in with respect to the art-architecture connection. I found the answer to be in form, space, and
light. The three are intertwined, not only within architecture, but within my work as well. Kahn speaks
of the connection between light and space when he says “The making of spaces is the making of light at
the same time. When the light is destroyed, the rhythm is destroyed, and the music is destroyed, and
music is terribly important to architecture”. (Twombly 48) For me, the interest is in how the light
interacts with the form that creates (or augments) the space. I am also interested in how repetitive
deconstructed elements of architecture influence light to create a rhythm within the shadows cast by the
forms.
“I turn to light, the giver of all presences: by will; by law. You can say the light, the giver of all
presences, is the maker of a material, and the material was made to cast a shadow, and the shadow
belongs to the light.” (Vassella 26) This quote summarizes the importance of light in my work. The work
explores the way the shape of a form affects light, resulting in a particular shadow, which then affects the
space around the sculpture. A main characteristic of the work is how the material interacts with light,
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either by casting a shadow or reflections of light on adjacent surfaces. The tone of the shadow is
influenced by the transparency of the material that the light is shown through, opaque materials casting a
stronger shadow than translucent or transparent. When the light shines through multiple layers of
transparent material, the shadows become stronger by degrees as opposed to through a single layer.
At the Salk Institute, Kahn’s honest and straightforward use of materials works with the minimalist
aesthetic of the shadows and light to create a powerful composition in space. There is rhythm in the
repetitive use of materials as well as in the shadows that are cast. This composition of light and shadow,
which can be seen in the exterior corridors of the Salk Institute, is for me, what Kahn refers to as the
fundamental nature of this particular project. I’m very interested in the idea of the fundamental nature of
something, especially in the broad sense, the fundamental nature of the connection between art and
architecture.
Another compelling and influential genre of architecture is that of Constructivism, a form of modern
architecture that flourished in the Soviet Union in the 1930’s, has always struck a resonant chord with me.
My interest, however, is primarily in the aesthetics of the constructivist movement and the combination of
advanced technology and engineering, as opposed to the social or linguistic aspects. Constructivist
architecture has its roots in Russian Futurism, including the work of the theoretical architect Yakov
Chernikhov. The works of the Constructivists like Chernikhov, Vladimir Tatlin, and the sculptor Naum
Gabo were concerned with space and rhythm.
We typically experience space in a horizontal way because of
our scale and our traditional relationship with the built
environment. Modern skyscrapers challenge that traditional
conception of horizontal space with their portrayal of (often
scale-less) columnar vertical space. Circular features as well
as the cantilever are prevalent in modern skyscrapers such as
in the Marina City Skyscrapers in Chicago, Illinois and the
Torres Blancas Francisco in Madrid, Spain. Triangular shapes
are seen in the fenestration patterns of buildings like I.M. Pei
& Partners Bank of China Tower.

Torres Blancas Francisco, Madrid, Spain

3

Considering the role of light in my work, I have also been influenced by the work of the “California Light
and Space Artists”. These artists typically worked in the Minimalist style, often utilizing geometric
abstraction within their work. In the Introduction to the book Phenomenal, Robin Clark writes: “Whether
by directing the flow of natural light, embedding artificial light within objects or architecture, or playing
with light through the use of reflective, translucent materials, these artists each created situations capable
of stimulating heightened sensory awareness in the receptive viewer.” In particular, the artists of this
group whose work I most identify with are James Turrell, Larry Bell, and Robert Irwin, all of whom
focused on the perceptual phenomena of light, volume and scale. James Turrell’s work, which uses light
to create the illusion of three-dimensional space and geometry in pieces such as “Afrum (White)” have
been very influential to the way that I think about and look at my work. I am very interested in the
geometries of the shadows and the illusions that they create suggesting the continuation of my three
dimensional sculptures into two-dimensional space. Larry Bell’s use of sheet glass and light in his work
such as “Shadows” have been influential to the way that I use sheet glass and the effects that I look for
within the shadows cast through the sheet glass. In “48 Shadow Planes”, Robert Irwin’s use of theatrical
scrim to cast shadows is also very similar to the way in which I am using sheet glass to cast shadows
within my work.
One of the few artists who use glass in their work that have
influenced my work is Josiah McElheny. He is one of the very
few contemporary artists creating work dealing with abstract
modernity, specifically, through architectural forms. This
concept, of creating sculpture with glass componenets that has
a relationship to architecture was pivotal in my own sculptural
work. While certain projects of McElheny’s, such as “Bruno
Taut’s Monument to Socialist Spirituality (After Mies van der
Rohe)” act as a critique of architecture, my own work strives
to discover the essence of architecture, through the exploration
of form, space, and light. As McElheny said in a New York
Times Article, “In the end, it’s not the glass that’s important,
it’s what you see through it.” (Dobrzynski)

Structural Glass Prisms. Christian Theological Seminary.
Indianapolis, Indiana, 1985-1987
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The work of James Carpenter has been inspirational in its use of some of the more ethereal qualities of
glass within larger architectural projects. Carpenter says “People approach light in relationship to
architecture. It is that the light is the means by which the architecture is revealed and the architecture is
basically defined by the way the light enters the space. I tend to think actually from the opposite direction
where the light itself is what informs the architecture. The architecture is in service of light rather than the
other way around.” (Schielke) In this respect, Carpenter’s philosophy on light and architecture is very
similar to that of Louis Kahn. The difference is that where Kahn uses the form of the building and
construction materials to manipulate light, Carpenter uses the form of the building in conjunction with
glass and its formal qualities to manipulate the light.
CRITICAL ANALYSIS
A critical look at the materials and processes used in this body of work shows that they support the
conceptual content of the work. The use of sheet glass within the work strengthens the conceptual
underpinnings linking art to architecture, through its intrinsic associations with architecture. Historically,
sheet glass has provided an industrial aesthetic to many of the modernist movements in architecture.
Important designers within this field, such as Mies van der Rohe and Phillip Johnson were enamored of
this material used it extensively within their buildings. Crown Hall at the Illinois Institute of Technology
in Chicago, Illinois, exemplifies van der Rohe’s use of plate glass within a modernist construction.
Johnson’s Glass House in New Canaan, Connecticut, with its pervasive use of glass, is another example
of the omnipresent modernist use of this material. These projects, which can be seen amongst the
plethora of modern skyscrapers built from steel and glass, formed the inspiration and formal basis for my
use of float glass and steel components in this body of work.
Many of the pieces in the body of my thesis work were created using water-jet cutting technology. As
this industrial process is used extensively in the cutting of glass for architectural structures, its use in my
own work not only reinforces the conceptual link between the work and architecture in general but also
connects it to the machine aesthetic and philosophy of the constructivist movement. The process of
water-jet cutting begins with the generation of exact drawings of the parts on the computer in CAD
software. The digital files of these drawings are then sent to the company performing the water-jet
cutting.
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This process is very similar to the way that construction projects are achieved in an architecture office,
with both paper and/or digital drawings acting as a tool to instruct the contractors/manufacturers how to
achieve the architect’s intent.
After the glass components are cut, either by hand or by water-jet cutting, the edges are finished first by
machine and then by hand. After being brought to a 220 grit finish with machinery, 400 grit sandpaper is
used with 400 silicon carbide grit. After the 400 grit stage is complete, pumice is used with a scotch-brite
pad for a finer, matte finish. This finish allows for a faux acid polished edge, which captures the light
shining through it, adding complexity to the way the pieces interact with light. Light enters the glass
through the polished surfaces and the matte edges glow. The matte edges also provide a darker value to
appear at the edges of the shadows, outlining them.
Another key component to the pieces within the body of my thesis work is steel. Acting as key visual
elements that structurally support the planes of glass in of many of my sculptures, they also reference
columns and other structural steel elements used in the construction of various architectural forms.
Conceptually, the steel references modern architecture, and through the natural treatment of it within my
work, the embedded philosophy of honesty in materiality.
The prints accompanying the body of work aid in the viewer’s understanding of the most important part
of the work; which is the light. That is to say the indication of the light and its interaction with the
sculpture through the shadows that are cast. They also act as a record of my experimentation with light
and shadow though the sculptures. Digital photography was used to capture interesting moments of the
shadow and light. These images were then transferred onto silkscreens via transparencies and printed,
with blue ink on paper. These “blue prints” work in a similar manner to blueprints used in the
construction industry where they help the contractor understand the architectural design and the important
aspects of construction.
At a conceptual level, this body of work, Deconstructing Architecture, stems from the idea of analyzing
architectural form and philosophy with the intent of using that analysis as a platform for the exploration
of sculptural form, space, and light. Form, space and light are major components in the vocabulary of
architecture. They can also be used as major components in the vocabulary of sculpture, drawing a link
between art and architecture.
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The forms of these sculptures are inspired by architecture that I find compelling and that are also relevant
to history and the arts. Much of the architecture that I am interested in has been a part of architectural
movements that parallel artistic movements of similar philosophy and style. The work is comprised of
primary geometric components, partially due to visually deconstructing the sources of inspiration and
partially because the sources themselves are modern minimalist examples of primary geometries.
The work addresses space in several ways. As sculptures in space, the pieces naturally affect the space
around them, however, because of the cast shadows, this space is extended further than might be typical.
With some of the sculptures, the form affects the light in such a way that the illusion of a threedimensional space is created within the shadows cast by the piece. This illusory or metaphorical space
within these shadows captivates the viewer’s attention and stimulates heightened sensory awareness in the
attentive viewer, much like the work of the California Light and Space artists.
The flow of light to these small model-scale sculptures comes from an artificial external light source.
These light sources allow for the ability to control the flow of light within indoor conditions. The light is
external to the sculptures in order to facilitate the creation of a variety of shadows and light reflections
through them. These shadows and reflections are unique to the form of each piece.
Many of the sculptures in this body of work are meant as small-scale models of potential larger
sculptures. These sculptures are used to explore form and it’s relationship with both light and the space
adjacent to the sculptures, in order to assess their possible success at a larger scale. Three of the
sculptures do, however, function as sculptures in their own right at their current scale: Kahn’s Corridor,
Intervention, and Cartesian Space.
Over time, the continued creation of these forms started to become more self-referential, even though they
still have a strong relationship to the architectural styles and forms that inspired their creation.
Kahn’s Corridor
Kahn’s Corridor was my first attempt at “Deconstructing Architecture”. It is a visual and conceptual
interpretation of Louis Kahn’s Salk Institute in La Jolla California.
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Constructivism
Constructivism derives its inspiration from the Russian Constructivist movement in architecture. It refers
to the circular forms in the futuristic drawings of Yakov Chernikhov and some of the shapes used by the
Constructivist sculptor Naum Gabo.
Intervention
Intervention explores the idea of interruption, a popular topic in modern architecture today. The cutout
circles in the façade-like planes of glass act as interventions within the planes as well as the grids applied
to the surface of the planes. This work loosely refers to the work of Gordon Matta-Clark, Daniel
Libeskind, and other modern contemporary architects working with this idea.
Form Study 9a,b,c
Form Study 9a, 9b, and 9c continue to explore the Constructivist style with variations on a single theme.
These pieces also explore the use of different types and colors of glass to achieve the same visual affects
with light and shadow.
Cartesian Space
Cartesian Space explores the idea of the Cartesian grid. This grid is used extensively within the field of
architecture, from its used during the design process in CAD software, to the structural grids supporting
buildings, and finally to the grids of float glass that grace the exterior of some buildings.
Tower Study 1
Tower Study 1 also explores verticality with planar glass and steel rods, however, with this piece, the
form of the glass is triangular and the planes shift as they travel up the tower. This sculpture draws
inspiration from the exterior façade of I.M. Pei & Partners Bank of China Tower. The triangular geometry
of the fenestration pattern is abstracted and represented through a series of planar triangles at different
angles.
Tower Study 2
Tower Study 2 continues the exploration of verticality began in Tower Study A, but with a different form.
Although glass discs have been used again, this time the centers have been water-jet cut to create rings,
which are suspended in space through attachment to the vertical metal rods. These suspensions are
referred to as cantilevers in architectural practice. The cantilevered circular forms are an abstraction of

8

those prevalent in modern architecture. Examples of these include the Marina City Skyscrapers in
Chicago, Illinois and the Torres Blancas Francisco in Madrid, Spain.
Tower Study 3
Tower Study 3 is another exploration of the tower in architecture. Skyscrapers in modern architecture
constitute an idea of vertical space. This sculpture explores the circular forms and cantilevers that are
found in multiple skyscrapers such as the Marina City Skyscrapers in Chicago, Illinois and the Torres
Blancas Franciso in Madrid, Spain.
CONCLUSION
There is a relationship that exists between art and architecture within the shared visual vocabulary of
form, space, and light. This body of work creates sculpture through the conceptual and visual
deconstruction of architecture and the utilization of this shared language. The way that float glass and
steel is used in the sculptures reinforces the conceptual link between art and architecture. The prints
accompanying the sculpture further reinforce this link by helping the viewer understand the importance of
light and shadow to the work, much in the same way architectural blueprints help the contractor to
understand the architect’s intent for construction. The process in creating the work relates to architecture
through the use of architectural software and industrial manufacturing technologies. Through the study of
contemporary and past architects, and the deconstruction of their projects, and their philosophies, this
body of work has explored the visual vocabulary of form, space, and light.
The ideas explored in this work have significant potential for future exploration. Form, space, and light
are a part of the vocabulary of not just architecture, but any physical object, including sculpture. As
exemplified by the work in this thesis, they are, however, particularly applicable when speaking of a
relationship between architecture and sculpture, especially when the sculpture includes glass components.
Additionally, the majority of Modernist buildings in the twentieth century can be deconstructed into
primary shapes; the rectangle, the circle, and the triangle. This reality makes the use of flat glass shapes
and steel, a significant reflection of the style and philosophies of this era.
I am very interested in further exploration with surface and pattern, two other topics that can create a
strong connection between architecture and sculpture. Although some surface treatments have been
explored within this body of work, there are an infinite variety of ways that these forms could be
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combined with other surface treatments, not to mention the use of different forms in sheet glass or other
formal combinations in float glass.
These would all interact with an external light source in different ways, creating different effects and
influencing the viewer’s perception of space. I am also interested in further exploration with surface and
pattern, two other topics that can create a strong connection between architecture and glass art, with
further opportunity to explore space.
In addition to further exploration with float glass, there are a myriad of possibilities for the further
exploration of the ideas begun here, with other glass making processes. Blown and hot worked glass
would be suitable for exploring less geometric, more organic forms. It would also seem more applicable
than the techniques used in this current body of work for exploring how color and color patterns might fit
within the context of these ideas.
Additionally, Cast and kiln worked glass could provide opportunities for even more complex
modifications of light through variation of thickness, surface treatment, geometry and form. Silkscreen
processes for the application of enamels and powders to sheet glass would allow for a wide range of
pattern and surface explorations. Fusing and slumping over different forms in the kiln could facilitate new
combinations of surface, pattern, and form.
The future of this work could conceptually continue the same line of thought with the processes and
variations mentioned above. Alternately, the work could become less self-referential and return to the
idea of conceptually and aesthetically deconstructing the essence of a particular piece of architecture or
architectural philosophy, as in “Kahn’s Corridor”. In this scenario, I could see the inspiration being
deconstructed, dictating the best process and materials used to convey the “essential character” of the
building or philosophy.
Although the work began with the visual and conceptual deconstruction of architecture, it has evolved
into a somewhat self-referential body of work that still deals with a shared language of form, space, and
light. An attentive viewer with knowledge of architectural history may still discern the original sources of
inspiration, but an interaction with and appreciation of the work, may be undertaken by any viewer
through the sensory experience of the forms.

DOCUMENTATION of the WORK
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Kahn’s Corridor (detail), 28”x10”x12”, Float Glass, Steel, Light

Kahn’s Corridor, 28”x10”x12”, Float Glass, Steel, Light
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Tower Study 1, 4”x4”x16”, Float Glass, Steel, Light, Wood

Tower Study 2, 6”x6”x22”, Float Glass, Steel, Light, Wood
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Tower Study 3, 10”x10”x16”, Float Glass, Steel, Light
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Cartesian Space, 18”x3”x12”, Float Glass, Light
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Intervention, 17”x39”x12”, Float Glass, Steel, Light

Constructivism, 18”x18”x10”, Float Glass, Steel, Light
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Form Study 9a & 9b (Detail), Approximately 8”x8”x8” each, Sheet Glass, Borosilicate Rod, Steel, Light
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Form Study 9a & 9b, Approximately 8”x8”x8” each, Sheet Glass, Borosilicate Rod, Steel, Light
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Form Study 9a, b, & c, Approximately 8”x8”x8” each, Sheet Glass, Borosilicate Rod, Steel, Light
Screen Printed Ink on Paper
Thesis Exhibition

Thesis Exhibition
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Thesis Exhibition

Thesis Exhibition
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